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1

LEXICON

MATERIALITY

PERCEPTION

To counter expectations. The exploration of new means of
using traditional or ubiquitous resources and processes. I am
constantly chasing lightness, to create hollow forms which are
structurally sound with little weight

An increased awareness from focused experience. Perception
is intrinsically connected with experience yet exists in the
present and future tense as anticipation. The goal of my
experimental works in sensory modiﬁcation is not only a
mindfulness of environment but an enhanced vibrant relation
to feedback.

VARIANCE
Change in a repeatable process in order to attain differing
results. Allowing the act of making to be apparent in the ﬁnal
product is critical. Each piece is unique and personal to the
individual, ideally more lasting.
EXPERIENCE
The act of experiencing or observing the performative
element of a work. It is the translation of present active
engagement into existing knowledge. Experience is
paramount to understanding my work which seeks to surprise
or inspire, particularly with material experiments.
DISRUPTION
Recurring phenomena are overlooked yet deﬁne our common
experience. Noise and sensitivity to input may be observed yet
not acknowledged.The ampliﬁcation or reduction of a quality
or sense in order to call attention. Much of my work features
elements that are fractured while others are reduced.
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ABSTRACT

We are what we know. Our previous knowledge and the world
around us informs our perception however there is much to
which we are not attuned. There is a constant ebb and ﬂow to
our relation with input, the senses adapting as needed. Given
the plethora of outside noise we have developed the capacity
to block that which is unimportant or unnecessary. We are
attuned to certain frequencies of reception however much is
lost in the din.

sensitivity to phenomena. The work strives to be an alchemy of
the senses turning the ordinary lead-like state of perception
into pure sensitive gold.

This thesis explores the disruption of the senses through deep
exploration into materiality and the defying of expectations.
Common materials such as metal, wood, plastic and glass are
used but through innovative application and repetition they
are reinvented, transformed. Furniture is the scale for the
majority of the created objects which provides an accessible
entry point of engagement. Investigations include site-speciﬁc
installations which allow for a shift in perspective and scope.
Photography and animation are used to isolate a moment or
magnify change over time. Experimentation is a critical factor
toward the exposure of the unexpected, overlooked or
unknown. Revelation of the subsurface is achieved not only
through the action of creation but active engagement by the
viewer.
Fragmentation of sensory experience is most prescient
through ampliﬁcation or dissolution. Volume can be
overwhelming and demand the focus of attention. Context
dependant silence may be deafening and elicit a similar
response. Either scenario alters our awareness toward the
perceived point of origin. Frequency is a means of disruption
in this investigation, applying not only to sound but
synesthesia.
Both the alteration of material expectation and disruption of
input serve the same purpose, to develop a more acute
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INTRODUCTION

Within my work the corporeal body is engaged through the
usage of disruption and visual noise. Experimental works in
optics fragment light and the resulting sight of the viewer.
My awareness of the precision of sight was brought to the
forefront during a foggy night.
The observation of the fog was resonant in that it was a reveal
of the unknown. This constant and essential aspect to life is
typically not tangible, invisible. The sudden dramatic shift in
transparency altered my perception of the material presence
and capability. I wondered how may other material shifts alter
our sensory experience?
The fog was unique in that it enveloped the entire city and
residents. Focus was primarily placed onto sight as other input
such as sound became muted, the struggle to see in a blurred
environment. The disruption of the senses had an entropic
effect with one heightened and others reduced. The visual
confusion was especially captivating as it occurred
simultaneously as a negation and ampliﬁcation. The clouded
environment produced the effect of optical noise with the
inability to focus. The presence of the unknown was made
visible, manifest as the ﬂoating mist.
The experience of that night relates to the thesis as a
perceptual contrast to the typical expectations. The envelope
of engagement was vast however it may be possible to
emulate aspects of the disruption at a smaller human scale.
Furniture is a logical starting point as objects with which we
commonly interact.
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LUNAR LIGHT

The attraction of tactile interaction in the making process
stems from my experience as an industrial designer. Primarily
working for an ofﬁce furniture company my work existed in the
virtual. As an innovative organization computer modeling
dominated our work ﬂow. Prototypes were rarely fabricated
and built, usually emailed and printed. The projects were all
intended for mass production and typically went straight to a
manufacturer for creation. Something was missing from the
experience, the transition of an idea to reality became
disjointed. I wanted to be more engaged in the process,
learning through material interaction.
The development of the Lunar Lamp began as an exploration
into the potential usage of aluminum foil. The abundant
ubiquitous material appealed to me in both the versatility and
ease of manipulation. It can be creased, crumpled, formed and
torn readily with nothing other than the hands of the designer.
I was fascinated by the ability of the foil to be embossed and
replicate the texture of another surface. I pressed the planar
sheets onto any variation of pattern I could locate, creating a
compendium of appearance.

existing aluminum appearance the entirety of the optic was
gilded, transmuting the silver to gold. The change in surface
treatment serves to shift the viewer’s expectation and value of
the material. The pedestrian foil is elevated to a higher status, a
contrast in perception versus substance.
The separation of the light source from optic creates two
disparate elements that echo the path of sunlight to Earth.
Direct luminance from the sun reaches the planet surface with
resulting incident rays from objects composing our vision,
similar to the reﬂector deconstructing and spreading light. The
correlation to celestial bodies is exaggerated with the
operation of the golden dish which can rotate and redirect
light. Named for the fragmented surface texture the concavity
behaves similarly to the great reﬂector of sunlight, the Moon.

The transformation of the ﬂat metal into three dimensions
provided a surprising amount of structure. The most efﬁcient
and visually distinctive patterns were achieved through simple
crumpling. Working with the material I began to appreciate the
complex fragmentation. The texture was inﬁnitely random yet
with experience somewhat predictable. The unique outcome
of each action was alluring as a departure from massproduction when deviation is problematic.
The variance of surface pattern functioned well as a lighting
diffuser, scattering luminance from a point source. The
discovery lead to the fabrication of a reﬂector dish, one
component of a deconstructed lamp. Rather than retain the
8
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DARK SIDE OF THE EARTH

It is impossible to replicate the purity of sensory experience
found in the vacuum of space. In the Radiolab episode Dark
Side of the Earth an astronaut describes several ‘space walks’
when he was in orbit and tethered to the space station. In
space the contrast between dark and light is much more
extreme than on Earth. As there is little to no reﬂected light
objects seemingly disappeared into shadow. It was possible
for him to reach into a shadow and no longer have any
visibility of his arm. The blackest black he ever saw was on the
dark side of the Earth while over the ocean. The Earth was not
visible and was only apparent as the absence of stars. He and
his cosmonaut companion took a few moments to alter the
temperature on their suits, turn out their headlamps and stare
into space.

Within outer space exists the dissolution of sound. As his other
senses were reduced or negated hearing became increasingly
ampliﬁed. The sound of his breathing became louder, the
entropic compensation that occurs when other input is muted.
The relative brightness of distant stars must also have
increased, individual sources of light sprung from the black
background.

With the air inside his suit near body temperature it was
difﬁcult to deﬁne a boundary between himself and the
environment outside. Drifting in an envelope of warm air
without gravity in orbit of our planet shadow sounds
unnerving, but he stated the opposite was experienced. As
with a sensory deprivation chamber all physical strain was
removed from the body. I imagine that with the dissolution of
gravity in almost absolute darkness at almost body
temperature it felt as if he were freed from his body and
existing as a mind.
The most exciting aspect of the spacewalk is weightlessness.
Gravity is such an ingrained part of our experience. Apart from
‘ﬂying’ the removal of gravity has some surprising effects on
the senses. Astronauts experience a reduced ability to smell
and by extension taste. Nasal receptors connected to taste are
disrupted while in orbit making it difﬁcult to enjoy food. Part of
the difﬁculty in designing decent meals for astronauts is they
can not taste them.
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FRACTURE TABLE

Fracture Table is a furniture experiment in generating
complex anatomies within a predictable form. Bone
cross-sections were used as inspiration for their high
strength to weight ratio and seemingly chaotic
arrangement of elements. The table consists entirely of
equal length metal rods which are welded in a random
sequence within a cube formation. The basic geometric
envelope serves to augment and contrast the
fragmented structure. Each steel component is
individually placed and connected creating an intricate
geometric latticework.
No two sides are the same as the arrangement of the
structure is continually variable, improvised. The table
appears to be uniform in color however the unﬁnished
steel creates a range of subtle coloration. Every welded
point resulted in a surface gradient, evidence of the heat
applied. The absence of a coating illustrates the unique
process and time expended in fabrication. Left
untreated the work will develop patina, degrade and
rust, further accentuating the individuality of the
creation.

confusion by the viewer. One may look through the
piece, seeing the overlap of the numerous components.
The direction of the individual metal rods gives no
indication of actual orientation. Combined with the
presence of layered complex shadows it can be difﬁcult
to identify the speciﬁc sides of the table. The three
dimensional object disrupts vision to the degree that it
loses deﬁnition and becomes a ﬁeld of lines.
The initial objective in fabrication was to use a
fragmented formation to create a visually engaging
work. The lightness of the table is indicative of material
efﬁciency, each of the components is connected
establishing a rigid network. Based on micro systems in
nature it reveals that scale is relative, and perhaps there
is more we are missing.

The result of the component arrangement is a uniﬁed
structure of surprising strength and lightness. The table
is dominated by negative space in the form of triangles,
parallelograms and various polygons. Light permeates
the visually airy construction and creates detailed
overlapping shadows. Open on all sides the piece is
capable of producing internal shadows which are cast
onto the ﬂoor in the center of the cube.
The interplay of light and shadow accentuate the visual
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PAPER FURNITURE

My copy chairs series takes an existing object through a
complete transformation. The project was fabricating chairs
and other furniture from paper, in the method of paper mache.
Beginning with a ubiquitous dining chair I applied the sheets
with paste until the entire piece was covered. Once dry I was
able to remove the chair from its new covering and was left
with an outer surface of paper or skin. Although the
production method is not rapid the result is a lightweight
uniﬁed form which is visually softer than the original chair.
The simple copy paper used does not easily conform to
complex form and creates radii at every corner or right angle.
Creases populate the entirety of the surface which vary in size
and frequency. The complex geometry of the paper crumpling
is in contrast to the newly organic shape of the chair shell.
Each ‘copy’ of the chair will be slightly different yet the chair of
origin remains recognizable despite the changes in color,
shape and texture. If this process of duplication were extended
by making copies of the copies at some point the original
would be ambiguous.

match the need. Paper and paste added structure and served
to permanently bond the disparate elements.
The paper furniture series became feasible as usable objects
with the addition of cardboard. The fabricated chairs are able
to sustain the weight of actual usage while remaining
exceptionally lightweight. The similarity of appearance to the
original copies remains, although these chairs are more
simulacra than copy. Visual lightness is attained and the paper
furniture creates an image of the ghost of a past object. The
complete whiteness is a negation of a material that never was.

The initial chairs fabricated from paper were hollow duplicates
of an existing chair, three dimensional photocopies. By
layering the paper sequentially the goal was to build structure
that could sustain weight. Although the chair developed a
distinct rigidity from the starting point the time involved was
excessive.
In the following iterations cardboard tube and sheet were used
as a substructure for the furniture. Like the copy chair,
cardboard is simply a laminate of paper layers and paste. The
tubes allowed for a simple means of construction and creating
the chair frame. Cardboard sheet is also especially versatile
and can be scored to form complex curvature. For the seat I
layered several sheets immediately increasing the strength to
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AUDIO EXPERIMENTS

With the absence of a sense such as sight another sense will
become ampliﬁed. As an exploration of sound in the
fabrication process I removed outside noises from my hearing.
By combining earplugs and protective headphones all sound
became reduced and distant. Although the process of paper
mache is relatively quiet the added insulation made for a
unique experience. The isolation from sound made the
process more engaging and I became further focused on each
action. This form of sensory deprivation enhanced other
senses in particular touch. Each movement was ampliﬁed from
tearing paper to smoothing its surface. Rather than simply
hearing the tear I was feeling it in my ﬁngertips. The vibrations
of the ripping and movement of the separating pieces was
related and more focused. I also became more aware of the
tactile qualities of the paper while handling. Its relative
smoothness in contrast to its crumpled peaks and valleys
became emphasized as if I were reading braille.
Throughout one day I monitored the noises and volume of all
my actions and making processes. The majority of my projects
were quiet. Between constructing a chair from paper and
preparing chisels for traditional joinery the loudest volume was
reached when tearing paper into strips.
I observed a correlation between the sound and duration of a
process. Cutting, gluing and layering paper to achieve
structure is practically silent although labor and time intensive.
The same is true for the quiet act of chisel sharpening which
requires equal patience. In the wood shop volume is relative to
speed. A table saw is loud and produces rapid cuts whereas a
Japanese hand saw has a pleasant, more silent operation.
Intent and precision appear to connected as well. Power tools
such as the table saw perform one action well over and over
but its adjustment is an issue. A skilled user of the hand saw
can improvise and be accurate.

Considering the plethora of actions that occur when making
my favorite is turning aluminum. Although one of the most
powerful and therefore dangerous machines in the shop its
operation is silent. Its low noise level is an indication of
appropriate and efﬁcient function. Any squeaks or ‘chatter’ are
warning that the speed, setting or approach should be
addressed. With the lathe aluminum is especially appealing as
a work material since it is soft and can be quickly cut. The
relative silence and high degree of accuracy make turning an
immensely satisfying and calming experience.
Following the experiments into noise cancellation I decided to
pursue the focused ampliﬁcation of sound. Sitting at my work
shop desk I listed all the noises I heard and was astounded by
the quantity at any given moment. Even after listening intently
for several minutes the amount of activity was dizzying. A
distant honk of a car horn, a nearby jangling of keys and the
dropping of a small board were but a few actions occurring
simultaneously within my hearing perception. It would be
taxing to maintain such concentrated focus and is clear why we
ﬁlter unimportant sounds.
I think that within primarily visual artistic mediums sound is
often overlooked and provides an area of opportunity. A
multitude of noises are a part of our daily experience with
speciﬁc connotations and learned reactions to each. A large
aspect of my work has been material expectations however
sound was not a consideration but rather an afterthought. How
can sound effect interaction in design, speciﬁcally furniture?
Noise helps shape our understanding and I think careful
implementation will provide lasting impressions of an
experience.
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GHOST CHAIR

“There is no such thing as “white”. Rather, “white” exists solely
in our perception. Therefore, we must not attempt to search for
“white”. Instead, we must search for a way to feel the whiteness.
Through this process, we gain an awareness of a white that is
slightly whiter than the white we experience normally. This in
turn makes us aware of the surprising diversity of whiteness
found in Japanese culture: we come to understand words such
a silence and empty space, and distinguish the hidden
meanings contained in them. As we achieve this rapport with
white, our world glows more brightly, and its shadows
deepen.”
- Kenya Hara, White.
The selected quotation from Kenya Hara’s White is related to
my thesis by exemplifying the effect of a reduction in our visual
processes and the focus on a single color. By examining
whiteness alone we can further understand the complex
changes that occur with lighting conditions and our own
senses which adapt to make the color appear constant. From
my work in the monochrome I’ve observed extended exposure
to a limited color palette results in a modiﬁcation of
experience. The contrast from grey-scale is more apparent as
colors shine brighter.
Simple packing tape was used for an iteration of the previous
copy paper chairs. The layering of tape works similarly to the
paper. Each successive application builds the thickness and
softens the edges. Originally intended to be used as a mold
for casting different materials the tape was appealing for its
quality of light. I used clear tape in layers to create a
translucent form. The change from opaque to translucent is
dramatic. A time lapse video of the tape copy in front of a
window shows the changing form and behavior of the light
The new chair changes over time like a sundial.
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COPY MACHINE

I used a copier machine to photocopy an image of my copy
paper chair, over and over until all the recognizable features
were eliminated. The initial print or ‘control’ was an achromatic
picture of the white chair on a white background. As the image
was primarily white and grey I assumed that each successive
copy would be lighter than the last, that the scanning function
on the copy machine would brighten the contrast and
gradually the picture would dissolve in the page, forever lost in
the machine.
The ﬁrst copy was darker and more grainy. Once I began to
copy the copies the contrast of dark and light became more
pronounced. Each successive duplication ampliﬁed the
features of the previous one producing a black and white
image. Some features were brought forward as stark black
while others faded and were absorbed into the white ‘canvas’.
The ﬂat white of the seat was suddenly surrounded by the
darkness of the background, thrust forward while the backrest
simply disappeared. Shadow became darker and more
evident.
As I continued the process the chair ‘shufﬂed’ off the page as if
trying to avoid deletion. Beginning in the center of the page I
observed as each successive copy moved the image to the
right. The height of the piece grew incrementally and was
stretched. I observed as the proportions, placement and
shading were seemingly magically transformed.

black page. A great mass of black spills, dots and trails
remained.The chair was unrecognizable and possibly out of
frame but remnants lingered. While I assumed a rapid return of
the image to whiteness, the opposite was true. The chair was
absorbed into a void of dark ink.
What caused the transition of the chair into nothingness? I
thought the machines were simply dated, emblematic of a past
need for physical paper copy. Years of use and misuse could
have caused the printer to be out of alignment. This does not
explain why every copy machine will disﬁgure and degrade
successive duplicates.
The perceived imprecision of the machines is actually
intentional and designed. Copy-evident software and slight
shifts in scale and placement of the copies are used to ensure
document forgeries are inaccurate. I have been unable to
procure any information on exactly how this differs from
machine to machine. This discovery was disappointing. The
‘ghost in the machine’ is actually just the code of a
programmer, the question much more interesting than the
answer.

Perhaps due to an unclean scanning surface a multitude of
dots appeared, grew larger and morphed into lines and trails.
These new artifacts of the process blended with remnants of
the chair. The previous image was translated into a halftone
pixelated composition resembling an abstract painting.
After 100 successive copies I was not left with a purely white or
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DISSOLVE MIRROR

The Dissolve Mirror provides a baseline for understanding my
work. The center of the mirror is completely reﬂective and
creates a disruptive gradient toward the transparent edges.
The result of the transition is three levels of visibility; the
reﬂected environment and self, the background behind the
glass and the partial reﬂections of the clear glass. I consider
the project to be an instrument for sight, or rather the
disruption of sight. Whereas we can typically blur visual “noise”
or fragmentation to view the whole, the mirror renders this
action difﬁcult. The eye can not easily focus on the space
between the splotches of reﬂectance and anxiously searches
for points of relief. From the multitude of silvered glass spots
an image is attempted to be constructed, only to lose sight
and focus on the background.

focus but was also somewhat limited. The inclination of a
person engaging a mirror is to ﬁnd their own reﬂection and
secondarily observe the environment. Adding depth to the
mirrored surface will reﬂect more of the environment while
also creating various angles of observation of the object.

Removed from the wall and placed onto a pedestal the
Dissolve Mirror is to be engaged from multiple angles. The
impetus for revealing the back of the glass is to illustrate the
process of creation. Variance is an important aspect of my
process which is displayed in the abstract formation of the
silver reﬂectance. The shapes are the result of the masking
process where paint is tossed, splattered and poured onto the
back surface of the glass. Once this protective layer is dried
the remaining silver is removed and the resulting gradient is
created. A similar outcome could be utilized to create exact
duplicates, however, I ﬁnd value in the unique and individual.
With mass production comes a level of consumerism in which
objects are commonly disposable. In my work, I want to
counter this irresponsible notion and produce projects which
show the process, are unique, and therefore of value to the
owner.
From my experience and observations with the Dissolve Mirror
I continue my investigations into reﬂectance. I think that the
experimental mirror was effective in disrupting the viewer’s
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COSMIC CALENDAR

In the ﬁrst episode of the revitalized television series Cosmos
Neil Degrasse Tyson introduces the idea of the cosmic
calendar. The entire life of the universe -- approximately 13.8
billion years -- is reduced to the scale of one year. The Big
Bang marks the beginning of the universe and therefore the
start of the year on January 1st. All the major developments for
mankind with science and technology occur in the last second
of the last day of the year.
As a child the days felt long and full. Something occurs as we
transition to adults as the time seems to ‘ﬂy’. While in a
monotonous and busy routine it may seem as if the days and
weeks are experienced more rapidly. I think that with major
milestones or change come moments of pause of
consideration, we think about a memorable event as a
reference point. This is no objective different from our
experience of time as children to our experience as adults but
our understanding of it is different. For a child a day seems
larger because it is a larger percentage of their life lived. The
proportion of one day to days past is constantly changing. As
adults we must be reminded that the days are just as
expansive but our perception has altered.
A recent study published in The Guardian seemingly proves
that experience of time is directly related to size. Flickering
light was more easily detected by smaller life, which indicates
they experience time at a slower rate. The variation in light
perception could explain how some animals seem lightning
fast, such as a ﬂy avoiding a swatter. Where we struggle to land
a direct blow, the ﬂy perceives us in slow motion and moves
away quickly.

small bird. Like two records playing at different speeds the two
songs could be compositionally similar while perception of
time is the variable. If the two records were exactly the same
but played to emulate each animal’s sound, one would be
sped up and the other slowed down. We would hear as we do
normally, the drawn out echoes of the whale’s song against the
nightgale’s rapid chirps.
Hearing the whale’s song at the speed that the nightingale
experiences time would be dramatically different. Time would
be slowed due to the small size of the bird and the already
slow whale song would be slowed even more . I imagine the
song would approach ambient noise with little perceivable
variation. Similarly, the nightingale’s melody, from the whale’s
perception, would be sped up, and the already rapid pace of
the bird song would be more frantic. With the dramatic shift in
scale both the sounds may approach static or white noise.
Time is a concept and an important part of our daily lives. It is
utilized for scheduling, planning and organizing all tasks. We
are constantly reminded of its existence yet rarely consider
what it represents. Time, as seconds, minutes, days, and years,
is based upon planetary alignment. The rotation of the Earth
with its contrasting moments of light and dark deﬁne our daily
experience. A completed path around the sun dictates the
number of days in our year. Even a slight alteration of our
existing, known planetary condition would change our
experience dramatically. As with the cosmic calendar such vast
concepts are difﬁcult to grasp unless brought to a relatable
scale.

Variations in time perception would affect all the senses
including those related to sound. When a whale’s song is sped
up substantially it resembles the sounds of a nightingale, a
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SHIMMER FLAGS

The representation of time has potential value in the relatable
scales of product and furniture. Too much production and
consumption is based upon the new and ﬂeeting. “Wear and
tear” has a negative connotation which implies the cosmetic
destruction of a product. I think that time, change and
imperfection are values to be celebrated and acknowledged.
In considering time as a focus in future projects I compiled a
list of change, speciﬁc to the fourth dimension. Placement/
location, aging/deterioration, growth/creation, sensory, and
state changes are the initial basis for exploration. Aging and
growth have organic associations which would be interesting
to apply to inorganic objects and products. Although
movement is an indication of the passage of time our senses
may also detect other changes. The sounds made by an object
might be variable and alter dependant on the moment. Smell,
taste and touch are easily conceived as changing attributes
whether through deterioration or otherwise. State changes are
especially fascinating as almost everything that deﬁnes an
object is modiﬁed.
The Shimmer ﬂags are an installation that I created as an
exploration into light, material and movement. The ﬂags
consist of ‘gold’ mylar intended to act as a constantly moving
and transforming reﬂector. The material change from a typical
ﬂag cloth generates a crinkling sound. The mylar begins as a
uniformly ﬂat sheet with minimal imperfections. Once the ﬂags
are introduced to wind the surface constantly changes. With
each directional change of the wind more wrinkles are created
which multiply are remain. The texture created is a history of
the wind pattern for that particular day. The sounds of the ﬂags
in motion are those of change. With time the sound created by
the material is vastly different, altered from the ﬂat and rigid to
the weathered and ﬂexible.
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CONCLUSION

The intent of this work is a thorough exploration into
phenomena by sensory experience. Sight, sound and touch
were the primary senses exposed to the disruptive shifts in
experience which led to surprising effects of sensitivity.
Changes of material usage and understanding are at the basis
for most of the projects which in turn alter perception. The
more we know and learn about a material the further we can
predict our interaction with it.
The experiments into noise sensitivity were early in my process
and therefore integrated quickly into my understanding. Shifts
in attention by means of sound ampliﬁcation or focused
attention of ambient noise revealed the muting processes
inherent in our perception. As increased volume produces
stress blocking of unimportant noise alleviates redundant work
by our auditory systems. My prolonged exposure to silence
also produced a similar effect after reintroduced to a busy
environment and was overwhelmed by input. The body is
constantly adapting to input or the its absence.

understood as both material explorations and sensory devices.
Shifts in perspective and reﬂectance are immediately
perceived as the viewer examines their own image being
warped, dissolved. Mirrors, light and shadow are ideal tools for
the disruption of vision since their nature is mysterious or
nebulous.
In order to achieve a true ‘golden’ state of perception existing
awareness and sensitivity is critical. Although we are what we
know it is more accurate to state we are what we think we
know. Every person experiences the world differently and
therefore one person’s reality may not be concurrent with
another. The more we are exposed to then the more freedom
and imaginative versatility we are allowed since our wealth of
references is increased. If we are cognizant to the pulse of
outside input then we will become steadily aware of our own
output.

The entirety of my work exists within an intentionally restrictive
color palette. Black, grey and white are the default colors
chosen apart from the ‘natural’ hue of a material such as gold.
The entropic effect of consistent exposure to an achromatic
spectrum was predicted and exempliﬁed in my experience.
Colors with chroma were perceived much differently in my
perception and seemed to shine all the brighter. I had attuned
my eyes to reductivist spectrum in turn amplifying the effect of
all others. A similar effect may be achieved by exposure to
vivid color and light, with the monochrome creating a stark
contrast.
Depth and sense of perspective were common focal points
which had a direct impact onto the viewer. The interactions
with the optical devices are particularly effective since they are
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9, 10
11, 12
13, 14
15, 16
21, 22, 24
23
25-28

PAPER FURNITURE, 2015.
Paper Chair Details 1-5
Paper Chair Iso 1-2

31-38
34, 37

GHOST CHAIR, 2015.
Tape Chair Details 1-3
Stills from Refraction time lapse

43-46
47-66

COPY MACHINE, 2015.
Stills from Deviation animation

69-88

DISSOLVE MIRROR, 2015.
Dissolve Mirror Detail 1-2
Dissolve Mirror Iso 1-2
Dissolve Mirror Back 1-2

91, 92, 97, 98
93, 94
95, 96

SHIMMER FLAGS, 2015.
Photographed by Sam Newman.
Shimmer Sand Detail 1
Shimmer Assembly 1-5
Shimmer Detail 1
Shimmer Dusk 1

103, 104
105,107-110
106
111,112
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“We are continually overﬂowing toward those who preceded
us, toward our origin, and toward those who seemingly come
after us. ... It is our task to imprint this temporary, perishable
earth into ourselves so deeply, so painfully and passionately,
that its essence can rise again “invisibly,” inside us. We are the
bees of the invisible. We wildly collect the honey of the visible,
to store it in the great golden hive of the invisible.”
- Rainer Maria Rilke
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